terms "restoration" and "renaissance" are also used. Many are keen to emphasize that Georgian polyphony has never literally died out and that the post-Soviet revival impulse is not new but provides continuity with earlier waves of revival. Others argue that since contemporary performance practices involve the recontextualization and transformation of what is considered "primary" or "authentic" folklore they cannot be seen as a literal revival of past practice. "Revival" is less problematically applied to liturgical chant, which was formally suppressed during the Soviet period. My purpose here is not to ascertain whether or not the Georgian case constitutes a revival in any absolute sense but rather to identify revival-like features, to probe more deeply into the question of what exactly has been revived, to examine the mechanisms by which such revival has taken place, and to consider related issues of recontextualization and transformation as productive areas of study in their own right.
More particularly, I wish to view foreign involvement in Georgian singing through the lens of revival and to examine the internationalization of Georgian folk polyphony as a postrevival process. In models of cultural imperialism, the act of embracing elements of another culture's heritage is all too often represented in wholly negative terms as a wanton taking of any object of one's desire and a cannibalistic consumption of a powerless "other," as suggested by titles such as Cannibal Culture: Art, Appropriation, and the Commodification of Difference (Root 1996) . The Georgian case prompts me to challenge such assumptions by suggesting that the phenomenon of non-native, amateur singers becoming participants in the musical traditions of another culture might be viewed as an extension of internal revival processes, especially when increasing numbers of culture-bearers are apparently eager to share their heritage with outsiders. A revival often involves the translation of musical practices, functions, and meanings from highly localized, usually rural contexts, where music making is a natural part of ordinary people's day-to-day lives, to translocal, often urban environments where selected genres are adapted by a new constituency of music makerstypically younger, more highly educated, and with a consciously articulated agenda-who may themselves be considered outsiders to the original tradition. Georgian scholars represent this distinction in terms of primary and secondary folklore, or folklore's first and second existence. So-called primary ensembles are based in villages and operate as an integral part of daily life and ritual cycles, while secondary ensembles operate in professional or semiprofessional contexts, mostly in urban areas, presenting songs from a variety of regions on stage. From this perspective, the new lease of life enjoyed by Georgian polyphony in the wider world might be represented as a third existence of folklore, with the shift to non-native singers being viewed as just one more stage in a series of appropriations and relocations spreading out in concentric circles from the original nucleus. At the same time, it is in this shift that the transformative impacts of revival processes are most starkly revealed.
The drama that is to be played out in the pages that follow takes place against a broader backdrop populated with concepts of global cultural flows, imagined communities, transnational networks, and new world orders. Its actors inhabit a landscape where borders, both physical and metaphoric, have become increasingly permeable, where once primordial identities are now seen as fluid and negotiable, where lifestyles are-for some, at least-as much a matter of choice as of destiny, and where the future is still to be claimed.
<1> Polyphonic Singing Traditions in Georgia: A Brief Overview
Georgia's polyphonic repertoire is immensely varied with respect to both song genres and regional styles. 2 Lullabies, laments, healing songs, wedding songs, love songs, work songs, riding songs, dance songs, historical songs, table songs, joking songs, and ritual songs-some dating back to pre-Christian times-can all be found in multi-part arrangements. 3 The majority of these are in three parts, with each of the two upper lines performed by a single voice, allowing for free variation and improvisation. Georgian ethnomusicologists map the country into fifteen regional "singing dialects" whose styles range from the three-part songs of Svaneti, where the voices are arranged in vertical block chords (designated "chordal units polyphony" in Georgian writings), to the spectacular table songs of Kakheti where two soloists weave elaborate melismatic lines over a bass drone ("drone polyphony"), to the boisterous and spirited songs of Guria featuring three or four independent lines that may undergo extensive embellishment ("contrastive-linear polyphony"). The Gurian tradition is further distinguished by the yodel-style krimanchuli voice.
A rich heritage of polyphonic church chant, again for three voices, crystallized in the medieval period. Three regional styles have been preserved through oral tradition and the efforts of the late-nineteenth-century preservation movement: these are represented by the Kartl-Kakhetian school in eastern Georgia and the monastery schools of Gelati and Shemokmedi in western Georgia. Chanting operated as a professional activity, set apart from the world of folk song by its formalized teaching methods. Accomplished chanters were appointed to direct church choirs, and master chanters would memorize all three voice parts for thousands of chants, aided by a system of medieval neumes. As the monasteries and their schools were put under increasing pressure under foreign occupation, some master chanters set up private schools in their own homes where students would pay to attend lessons. In some regions, the graduates of the chant schools were also instrumental in the refinement of secular genres.
Part of the appeal of Georgia's polyphonic heritage to a Western ear lies in its preservation of seemingly ancient modal styles with their distinctive tunings and a penchant for procedures that have long been proscribed in Western European music-so-called dissonances, parallel fifths, tritones, and other forbidden pleasures. (Georgian musicologists do not distinguish between consonance and dissonance.) The fifth or fourth, rather than the octave, forms the basis of Georgian scales, and the ubiquitous 1-4-5 chord (referred to in some early-twentieth-century writings as a trichord or "Georgian triad" and now most often labelled a fourth-fifth chord) acts as the most characteristic indicator of the Georgian "sound."
The unusual harmonic sequences that bear no relation to procedures found in Western functional harmony, together with the untempered but finely tuned intervals of what some scholars identify as the "Georgian scale," also lie at the heart of the national mission to safeguard a sound world that is seen to be authentically and uniquely Georgian.
<1> Cycles of Revival
The ways in which musical practice and scholarship in Georgia have evolved in recent times have inevitably been influenced by changes in the country's geopolitical orientation. Having voluntarily become a protectorate of tsarist Russia in 1783 in an attempt to escape centurieslong pressure from Persia and the Ottoman Empire, Georgia found its trust betrayed when in 1801 Alexander I abolished the Georgian monarchy and the whole territory was gradually incorporated into the Russian Empire. Following the October Revolution of 1917, the country enjoyed a brief period of independence as the democratic Republic of Georgia before falling to the Red Army in 1921 to become the Georgian Soviet Socialist Republic. In 1991 Georgia finally broke free of the crumbling Soviet regime, once again declaring itself an independent republic, and in 1999 became a member of the Council of Europe.
My purpose in the following sections is to highlight the main factors behind the revival impulses that emerged in these different historical periods and to outline the kinds of shifts and innovations that occurred with respect to the musical fabric, modes of transmission, and the infrastructures that supported musical production, preservation, and promotion. My particular interest here is in the way in which such trends can be brought into dialogue with the later adoption of Georgian polyphony by non-native singers.
<2> Revivalist Trends under the Russian Empire
My retrospective begins with the revivalist initiatives aimed at protecting and promoting the national heritage that took shape during the years of Russian occupation. From around 1860, musical activity was closely aligned with the rise of the democratic revolutionary and national liberation movements, and the notion of revival was explicitly invoked by the patriotic writers of the day. The nation's "ancient" polyphonic songs were identified as a central component of the "pure" Georgian heritage that kept alive a glorious past uncontaminated by influences from more recent Islamic incursions. Promoting the practice of folk song and chant was also seen as a way of achieving national unity.
The latter half of the nineteenth century saw the staging of the first formal concerts of Georgian folk music, as well as the publication of the first essays and folksong collections.
The Kartuli Khoro (Georgian Choir), founded by Lado (Vladimer) Aghniashvili in 1885, was the first professional "ethnographic" choir. Aghniashvili's aim was to collect and perform songs from the different regions as a way of acquainting the populace with their national heritage. Songs were transcribed from traditional singers and then re-taught to the choir, and a professional Czech musician, Iozef Ratil, was brought to Georgia expressly to serve as conductor. The choir's inaugural performance in Tbilisi in 1886 went down in history as the first concert of Georgian folk music to be staged in the so-called modern manner. Yet while the Khoro's appearance was hailed by some as a triumphant celebration of the nation's heritage, for others it was the beginning of an inevitable process of homogenization as regional nuances were lost. In this sense the Khoro has been seen as heralding the displacement of authentic folklore by folklorism and the transformation of traditional folk singers into "receiver[s] of a ready-made folklore" (Tsurtsumia 2010: 261 Georgian Church Song-the implied equivalence of "revival," "restoration," and "resurrection" is noteworthy). The committee's main goal was to formalize the transmission process and make the chants accessible to a wider constituency of practitioners. Dedicated transcribers set to work, collaborating with individuals who still preserved sizeable proportions of the material in their memories. Between the 1880s and the 1920s, thousands of chants were painstakingly rendered into Western staff notation. Among the most prolific transcribers was the opera singer Pilimon Koridze (1835 Koridze ( -1911 , who devoted the last thirty years of his life to transcribing nearly five thousand chants; fifteen hundred copies of his first book of transcriptions were printed in 1895. 4 The dawn of the twentieth century saw the beginning of recording activity. Since in order to secure UNESCO support a case has to be made that the heritage in question is endangered, the accompanying plan of action is almost de facto framed in revivalist terms. In Georgia, UNESCO recognition prompted a surge of revivalist activity, including the preparation of new publications, audio-visual materials, and websites. New performing ensembles and festivals also appeared. The conservatoire launched a fresh series of biennial symposia that built on the earlier conference model but attracted a far wider range of delegates from overseas. 6 The First International Symposium on Traditional Polyphony, These national-level developments met with other trends in the places to which
Georgian songs would find their way. Most significant was the appearance of community choirs and world music choirs whose repertoire consisted of an eclectic mix of multipart songs from many different parts of the world, a phenomenon that was especially prominent in the United Kingdom and parts of the United States. The singers associated with these choirs already had a taste for radically different kinds of music and they were accustomed to learning by ear and singing in languages that were not their mother tongue. In the UK, the community choir scene-itself part of a broader movement that crystallized around the Natural Voice Practitioners' Network-was further supported by a culture of weekend workshops and by initiatives such as the biennial Giving Voice Festival that brought together artists from all over the world for a program of performances and intensive masterclasses, the latter typically spread over several days.
For the next part of my discussion, I step back in time to uncover the more singular stories of how some of the foreign choirs and ensembles devoted exclusively to Georgian music came into being. In the process, I seek to probe the motivations of the different stakeholders and the benefits that they have each derived from these acts of cultural exchange, and to identify further points of articulation between these developments and revivalist trends within Georgia itself. Particular attention is paid to those who have acted as intermediaries and to the methods of teaching and learning that have proved most effective. Carl Linich began his Georgian singing journey as a member of the Kartuli Ensemble (see below). In 1994 he joined forces with fellow singers Alan Gasser and Stuart Gelzer to form Kavkasia. Motivated by the desire to go deeper into the music in a way that was not practicable for a sizeable amateur group that rehearsed relatively infrequently, their adoption of the trio format also allowed them to return to the more authentic practice of having one voice to each part, leaving greater scope for improvisation. In 1995 the friends travelled together to Georgia "to do our homework" and "to be at the source" (Carl Linich, interview, October 8, 2010, Tbilisi) . The five months spent studying the language as well as the music was, for Carl, "a turning point . . . in my life." In the United States, they had learnt songs from transcriptions and recordings but now they were able to take lessons with none other than Anzor Erkomaishvili. Learning by ear from someone so well versed in the tradition gave them a clearer understanding of the ways in which Georgian scales differed from the Western tempered scale and, upon returning home, they spent "countless hours . . . really working on these very fine nuances of tuning." Old archival recordings from the early Soviet and preSoviet years also provided valuable models, just as they did for the new generation of revivalist singers in Georgia itself. [ INSERT FIGURE 3 HERE] 99 Georgian Songs was, in Edisher's words, intended as a workbook "for singers in the West who want to learn these songs, but want to know about the meaning, where the songs come from, singing style and so on" (quoted in Mills 2004: vi) . In his introduction, Edisher spoke of workshop participants becoming "the co-owners of a culture that stems from the depth of centuries and millennia" (Garakanidze 2004 : ix)-a notion that is indicative of the ecumenical mindset he adopted and his secure conviction that in sharing one's heritage one is not left deprived. Edisher had his own style of teaching that enabled his British students to achieve a more Georgian sound. Helen Chadwick recalls being especially struck by how the stories he told to set the songs in context would enable workshop participants to imagine themselves in the settings he described, with the result that "the song would fly in a different way . . . as opposed to it just being some nice harmonies and a few words-giving a reason to sing" (interview, February 4, 2008, London) . Edisher deliberately made certain musical and textual adjustments in order to make the material more accessible for beginners. The Georgian language with its predilection for complex consonant clusters initially poses a considerable challenge for foreign learners. Edisher's solution was to "select songs with as little text as possible" and to "deliberately decrease the number of consonants" (for example, rendering "ganbrtsqinvebuli" as "gatsinebuli"), with the aim of allowing singers to focus their attention primarily on the music and so make more rapid progress before returning later to refine their pronunciation (Garakanidze 2004: xv) . Musical arrangements also underwent a degree of standardization for reasons already described. Making such compromises was in keeping with
<2> Becoming an
Edisher's categorization of the "authentic" rural performance style as "a higher level of learning which is by no means compulsory for all of those interested in Georgian music." insights that follow resonate in interesting ways with features that often appear as components of intentional revivals, especially those that originate as part of a social movement seeking to restore practices and meanings from the past that are viewed as more wholesome or authentic.
Singers from overseas are often struck by the fact that so many songs still in circulation in
Georgia have a specific function: in contrast to life at home, as one interviewee put it, "every human activity has a song attached to it." In the company of their new Georgian friends, they experience a heightened sense of communitas and conviviality that is reinforced in the context of the supra, an elaborate feast animated by eloquent toasts and impassioned singing. This sense of community extends to the singing networks they join or cultivate at home. The preChristian ritual music and dance traditions of Georgia's remote mountain regions hold a particular fascination for those already attracted to pagan survivals. At a strictly musical level, Georgian polyphony may relate to a bigger project of reviving older sounds and procedures similar to those that would have been the norm in Western Europe before the introduction of equal temperament and functional harmony. In the context of the natural voice and a cappella movements in the UK, USA, and Australia, with their conviction that "everyone can sing,"
Georgian songs are also part of a broader revival of oral tradition and this, too, can be framed as a desire to restore the ways things used to be. In these and other ways, Georgia-whether real or imagined-offers a missing link to a lost past, a means of revitalizing the present, and a tantalizing glimpse of alternative futures that may still be within reach. If we wish to make a more direct comparison between the foreign affinity groups that have formed around Georgian singing and "classic" revival movements as analyzed by writers such as Tamara Livingston (1999) and Owe Ronström (1996) , we may identify several characteristic ingredients. These include the key roles played by charismatic leaders or "burning souls," the circulation of publications and recordings, the establishment of formal networks and infrastructures, performance activity at different points on the scale from amateur to professional, a quest for authenticity balanced by processes of recontextualization and negotiation, the acquisition and display of ethnic artefacts (e.g. embroidered hats and waistcoats), and the adoption of cultural practices that mark one's membership of a recognizable subculture (e.g. holding supras). In many ways, as we have seen, overseas ensembles have also mirrored trends and refinements in performance practice, musical understanding, and research activity that have taken place in Georgia over a longer timescale.
Larger choirs have given rise to smaller ensembles with one voice to a part, and individual singers have progressed to more intensive study of the Georgian system of pitches and intervals and the art of improvisation, sometimes undertaking their own fieldwork expeditions to Georgian villages.
Notably, foreign students of Georgian polyphony have at times had easier access to the older generation of songmasters than many of their Georgian counterparts, thanks in part to their superior mobility and spending power. Some have therefore approached closer to the inner sanctum of the tradition than young singers honing their craft in Tbilisi, where the music is already recontextualized and subject to a different kind of learning process, and this direct apprenticeship has added legitimacy to their efforts. The songmasters have been overjoyed to find such ardent acolytes with whom they can share a lifetime of knowledge in an age when-UNESCO and presidential promotional programs notwithstanding-the interest shown by young Georgians in their own heritage has undoubtedly diminished. The growing numbers of foreigners who have made their way to Georgian villages or arranged for the songmasters to travel abroad have also helped fill a void left by the dismantling of the old Soviet infrastructures by providing these aging singers with a new source of livelihood.
These affinity groups may, perhaps, be viewed in terms of a sympathetic diaspora. In an age where discourses of multiculturalism have given way to notions of the transcultural (Hannerz 1996) and postethnic (Hollinger 2005) , diasporas-like national belonging-can be elective as well as literal. The path taken by outsiders who have penetrated to the heart of Georgian polyphony might be conceived as conventional diaspora-formation in reverse. For many, Georgia becomes a surrogate motherland and, for others, quite literally a second home.
At different points in this unfolding drama, the desires and responses of foreign extras meet with the aspirations of the Georgian lead actors in an exchange that is directed and produced by cosmopolitan culture-brokers who bridge the insider-outsider divide. Through this process, ostensible outsiders with no genetic, territorial, or otherwise logical connection to Georgia become part of a quasi-kinship group that operates as a community of consent-with the added twist that, while they may not have Georgian ancestry, a small minority who marry into Georgian families have descendants who do, in fact, have Georgian blood running in their veins. The case of those who pursue their passion to its limit, arriving at a depth of cultural understanding commensurate with (or even exceeding) that of some insiders and sometimes being described by Georgians themselves as having "become almost Georgian," contributes important perspectives to debates on identity, heritage, and belonging in a fluid, post-ethnic age. Foreigners, who are getting acquainted with Georgian culture, certainly need support.
<1>
It is our patriotic duty to hold them up, as our culture still lacks popularization. . . .
Our goal is to acquaint the whole world with Georgians and Georgian culture. For that we need those people, who will promote it. (Quoted in Kintsurashvili 2007) Reflecting on the same event, Rusudan Tsurtsumia characterized these developments as "moving in step with modern times" and "meeting with the new social orders" (Tsurtsumia 2010: 260) . She went on to observe that the "utility value" of polyphony in contemporary Georgia is further enhanced by its "symbolic value" (ibid.: 264). This applies to both internal and external affairs. Like all revivalists, the different stakeholders in the country's cultural currency are simultaneously "reaching back" and "stretching out" (Slobin 1983 : 42)-not only for musical sounds and repertoires but also for meanings and connections, kinship and community, for a sense of the natural or authentic, the sacred or transcendent-as they negotiate a place for ancient truths in the contemporary world.
Georgia's international friends have undoubtedly played a part in the latest cycle of revival. In both their literal and symbolic manifestations, they may also be configured as occupying, in some respects, the realm of post-revival. The "post" prefix does not indicate that revival is over and done with. Like the post-of postcolonialism, it suggests that the old world of revival has undergone substantive transformation and is now part of a far bigger story that needs to be theorized within a different kind of frame and using a different kind of language. The meeting ground on which the intercultural exchanges described here are played out might be likened to Homi Bhabha's (1994) notion of a "third space" that is emancipatory in allowing personal, social, and political transformation to take place. As such, it also sits within a broader politics of hybridity and cultural interdependence.
Ulf Hannerz has stressed that in the transnational arena it is not necessarily the corporate enterprises of nations and states that occupy center stage; rather, "the actors may now be individuals, groups, movements" (1996: 6). Certainly in Georgia, the formal advances of the post-UNESCO years are only half the story. The top-down initiatives that have helped achieve the new steady state have their complement in the continued potency of grassroots activity. Mark Slobin has pointed out that an intriguing dimension of the phenomenon whereby musics "seem to call out to audiences across nation-state lines even when they are not part of heritage or of a commodified, disembodied network" is that this is particularly likely to happen "when the transmission is of the old-fashioned variety-face to face, mouth to ear " (1993: 68) . Again, the Georgian case offers a striking example, with the space in which national and supposedly global agendas meet with individual passions, aspirations, and primordial desires for human contact emerging as the most productive focal point.
Stuart Hall has written of identities as being less about "roots" (where we have come from) and more about "routes" (where we are going) (Hall 1996: 4) . It is in this journey towards the future, with its connotations of new beginnings rather than neat endings and its tantalizing promise of self-determination, that the potential of the post-revival moment lies.
When patriotic writer Petre Umikashvili declared (in 1882) that "revival is . . . when we will hear Georgian singing and chanting at all party dinners and feasts, indoors and outdoors, in the church and theatre, in streets and on ships" (Tsitsishvili 2010: 59) , little did he guess that these same songs and chants would later be heard not only on concert stages across the world but also on barges and bridges, in castles and caves, and in countless other unlikely places thousands of miles from their source. I leave the reader to speculate about how many more acts there may be in this play of voices before a spacecraft lands, a box is opened, a disc is spun, and the harmonies of "Chakrulo" vibrate across the landscape of a world yet to be imagined.
